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Introduction

3

As a multi-racial artist born in Venezuela, in my interdisciplinary artistic practice I
address themes related to Venezuelan history and Venezuelan identity. Recently, the political
and economic crisis and its most notorious consequence, massive population displacement, have
taken the foreground in my production.
In my text I will talk about my creative practice through the example of an artwork called
Sanctuary, 2022 (fig. 1, 2), a 3-channel video-installation project that seeks to embody the
complexities and ambivalences of the uprooted experience of the Venezuelan diaspora in the
United States. The work combines signifiers associated with Venezuelan identity, such as arepa
(the main Venezuelan dish) (fig 3), visual tropes of Venezuelan Baroque architecture and the
emergency blanket as a symbol of the societal trauma of forced displacement that has plagued
the Venezuelan community in recent years. Through these visual and symbolic tropes, my piece
hopes to represent and honor Venezuelan immigrants and asylum seekers as well as to place
their stories in the context of contemporary art discourse.
Like many other Venezuelans, I left our country escaping from a humanitarian crisis
caused by political oppression1. In the last six years, nearly 20% of Venezuela’s population has
fled the country looking for a better life and different political conditions2. In 2016, when I left
Venezuela and arrived in the United States, I found myself in a strange land surrounded by the
faces of strangers. The impact that this uprooting had on me was beyond what I expected.
Migrating is a traumatic process that radically changed my life and confronted me on many
levels, some of them unexpected. It changed the way I see myself and affected my sense of
identity. In addition to the obstacles of language, it changed my values; separated me from my
friends and family; and confronted me with different social and interpersonal dynamics, means
of expression and protocols. As all of these profound changes occurred for me in a land where
4

everything was new and different, I received everything that seemed Venezuelan as un
fresquito3. Encouraged by my own experience, I wanted to create works that would give a
fresquito to other Venezuelans exiles. To me, making arepas is a ritual that brings Venezuelans
together as a community and connects us with our place of origin. In my video installation
Sanctuary, I portray Venezuelan immigrants making arepas in their kitchens. This work invites
the viewers also to feel a fresquito when they come here and enter this work.
As an artist, I have an existential need to draw attention to the Venezuelan community
and broadly to address issues of social concern, such as the need of representation in art
discourses. I believe that art has the agency to channel the emotional needs of people, while also
creating a critical understanding of our society and motivating change toward a more equitable
future. I believe that I am in an exceptional position from which I can speak of my story and the
one of the community to which I belong; because of how exceptional that position is, I have the
responsibility of at least trying to satisfy the symbolic need of this group. As my efforts embody
these wishes, I hope that they represent me and my community in the contemporary art scene,
thus making the art world a more inclusive version of itself.
For other viewers who are not from Venezuela, I hope to open a new world of
experiences while pointing at universal and global issues of displacement and diaspora. In the
end, what I am seeking to create is an experience that will have a long-lasting impression on the
public’s memory.
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Sanctuary
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Sanctuary is essentially a small room painted in dark and deep blue shades, providing an
experience of being surrounded and enclosed. I hope that being in this space gives the viewer a
sense of a place, perhaps a sense of sacred place. In the room, the wall sculptures are hung on
three contiguous walls. Each piece contains a video monitor mounted vertically and framed by
an assemblage that resembles traditional architectural elements used to frame paintings in
catholic churches. Each of the 3 video channels shows a Venezuelan immigrant in Missouri; we
see them engaged in the making of arepas. The room is lit with theatrical lighting that adds a
specific atmosphere to this installation, which is based on the dimly lit ambience of Catholic
churches. This half-light creates conditions suitable for meditation and praying. The overall
darkness brings focus on the light that emanates from each moving image portraying an
immigrant.
The three sculptural assemblages framing the monitors are made from wood covered
with an emergency blanket, which is a mylar sheet used to protect people in emergencies. These
sculptures also have added cutouts of the plastic wrapping of a popular brand of Venezuelan
maize flour, gold leaf, and the wooden silhouettes of Baroque ornaments, which are also painted
with white acrylic and marker. The top ends of the tree assemblages are sculpted in a shape
based on the pediment in Baroque churches that I have seen in my home city of Caracas. The
churches I used as referents are, from left to right, Petare, San Francisco, and Altagracia, which
give their names to the corresponding sculpture in the triptych (fig. 4).
The final element of the work is the sound, which is an electronic music piece consisting
of drone chords, with samples of Afro-Venezuelan drumming fading in and out as they slow
down.
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Materials in my recent practice have symbolic meanings associated with the Venezuelan
diasporic community. This installation is a continuation of some of the formal aspects of my
recent body of work, such as the use of emergency blankets and references to Catholic
images. The emergency blanket has become a common element in my recent practice and is a
key element in Sanctuary. It is normally associated with refugees, as this item is given to them in
camps when they are waiting to be received by the country of destination (fig. 5). I started using
this material seeking to raise awareness of the hardships Venezuelan migrants are facing. Over
the past 4 years I have been also using materials related to the Venezuelan corn flour that is
considered a symbol of our nation by Venezuelans. By incorporating wrappings and other
artifacts related to corn flour, I hope that Venezuelan immigrants will see themselves reflected in
my work.
In the coming chapters, I will narrate the way this process defined the final form of
Sanctuary. The project however, posed for me a series of new challenges. This installation is my
first attempt to create a piece that extends itself from object-based work towards an integration
of object and video. It is also the first piece in which I present other subjects beside myself,
which implies a community engagement process. I will dedicate another section of this text to
this component of my piece, as well to the Baroque, because of its importance for
Sanctuary. However, before talking about the specifics of Sanctuary and the body of work to
which it belongs, it is appropriate that I explain some of the overarching theoretical tools that I
use to develop my work.
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Rhizomatic Images and Actions
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I construct my work as a grammar of matter and space, bringing different elements to my
pieces in a similar way to how we write. In writing, although the words have a potential
meaning by themselves, they can only construct complete sense in relation to other elements.
This sense is given by the literal and figurative distance and proximity between the signs, their
juxtaposition, overlapping, and alterations within a context. Instead of words, my work is made
of materials, visual codes, (inter)actions, experiences, and places, yet the work’s mechanics
resemble a text. Because of this resemblance, I support my practice through linguistics and
semiology.
One of the main concepts that influenced my work is John L. Austin’s theory of the
performative properties of language. Sanctuary: The-Construction of Communion explains how
some actions are made with words. For example, a promise is made by uttering some words in a
specific context. Marriage is done by the series of words said first by the officiant, and then by
the couple’s responding “I do.” This action turns the bride and the groom into wife and
husband. By performing actions with words, language reveals its faculty of creating reality 4. If
language can create realities, and my work is constructed in similar ways as a text, that means
that my art can potentially create realities as well. Because of this creative potential, I believe in
the ethical dimension of art, in which artists must reflect on the impact of their art practices in
society.
Other theories of language that influence my work are Jacques Derrida’s deconstruction
theories and Deleuze and Guatarri’s rhizome formulations. Their philosophy of meaning, a form
of epistemology, became relevant as a model of thought for constructing my artwork. Derrida’s
deconstruction allows me to look at the connotations of the signs I use by looking at their history
and usage. Deleuze and Guattari’s rhizome theory is helpful to conceive knowledge as a de10

hierarchized system that branches out horizontally, connecting several concepts in a complex
network without a specific beginning or end.
Derrida formulated the notion of deconstruction to find meanings that are not explicit in
the texts. Although called a “critique,” the deconstruction method does not look for flaws or
failures in the texts’ arguments. What it looks for are new connections, relationships and
interpretations that are outside of the consciousness of the writer. It is a shift of perspective done
by looking not at what the statement tries to say, but at what it says without noticing. The way
deconstruction does this is not really a method, in that it does not have steps or actual techniques.
It is rather intuitive. Derrida separates words into syllables, adds parentheses, and plays with the
spaces and punctuation to achieve his goals. Strongly rooted in the written word, Derrida’s
deconstruction very often loses sense if read out loud because of the frequent alternative
spellings and graphic stylization to which his writings are subject5. For example, one of
Derrida’s better-known terms is différance, which is a mix of difference and deferral in French.
Actually, the concept of différance has been important in the process of conceiving my
works. Derrida’s concept of différance refers to the mechanism of language, in which meanings
are given not only by the interplay of the difference between signs, but also by the deferral of
potential meanings. What this means is that the text—and language in general—creates its
meanings in dialogue with the history of itself and will create more in time6. In my practice, I
reflect on the concept of diférrance to bring disparate elements, actions, materials, and concepts
to activate new meanings in conversation with time. My hope is that these new meanings can
resignify themselves to maximize their aesthetic, social and political impact in society.
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Deleuze and Guattari formulated their theory of rhizome through their books AntiOedipus and A Thousand Plateaus: Capitalism and Schizophrenia7. The latter work explains
their rhizome theory of knowledge. This theory, based in psychology, claims that knowledge has
been organized in a hierarchical, linear way in the West. Contrastingly, their method seeks to
propose a less linear and more horizontal way of approaching knowledge. In this regard, they
would compare the traditional Western episteme to a tree and their proposal to bulbs. The tree
has a very defined direction that traps discourse into a dichotomic structure, in which binary
systems prevail. Meanwhile, the bulbs expand in a horizontal network, connecting without
specific order and direction. Because of this difference, their rhizomatic structure would allow a
better management of multiplicity and de-hierarchized notions, a radiating network of concepts
which would be a better fit to the way the mind works. That is how a literary work is connected
to political events, which are related to the organization of power, which is connected to
economics, and the list continues8.
Because of this structure, I find Deleuze’s and Guattari’s rhizome very useful to describe
my process and the series of connections that determine the decisions I make inside and outside
the studio. Every component of my work branches out into a series of political, historical, and
social connotations that connect the piece with a larger reality. Through this approach, I attempt
to make my work a physical embodiment of my psyche, in which my system of thought is
reflected and becomes an agent in the world.
Deleuze and Guattari said “there is no difference between what a book talks about and
how it is made.”9 These authors, as well as Derrida, take this idea very seriously, as their writing
performs their theories in their literary structure. A quick look at the pages of A Thousand
Plateaus will quickly bring to attention paragraphs that are many pages long, in which the ideas
12

flow from one subject to another. In the chapters to come, I will narrate the evolutions in my
practice that brought Sanctuary to exist, naming works that marked the turning points of my
process. I will abstain from imitating Deleuze & Guattari’s style, but very often I will take some
time to address other historical, political, economic and cultural subjects that informed the
decisions I made when producing my work, while holding to their stream of thought.
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Communion

14

The process that gave shape to Sanctuary was not short or immediate. Before the
development of this work, I produced many pieces that brought to my practice certain concepts
and materials that later became a staple of my current body of work. As I narrate the process of
these precedent works, I am also speaking of Sanctuary, since these different works have been
establishing a system of signifiers that became intertextual and affect the meaning of each other.
The first of these works is Relief, 2018, which was a performance that took place in the
context of the Living Architecture project, organized by 6018 North and promoted by Terra
Foundation10. Living Architecture’s objective was to highlight the contributions of immigrants in
the context of tense political debate over immigration policies in the US. The curator, Tricia Van
Eck, commissioned me to respond to the relief made by an immigrant artist Richard Bock (1865
– 1949) at Tree Studios external walls, located in the City of Chicago at 4 E Ohio St #23. Bock’s
relief depicted three human figures wearing robes in ancient Greek style. The three figures
displayed elements that symbolized three Fine Arts: Painting, Architecture and Sculpture. The
main challenge that I set for myself with this commission was to bring together content that
spoke to Bock’s work, to a more general debate on immigration and to my situation as a
Venezuelan immigrant artist. I wanted the work to have an impact that could become a part of
an actual change in society.
In the performance, I took off my shirt, pulled out an emergency blanket and put it on to
emulate the robes of the relief figures. With the emergency blanket robe, I made a pouch in my
belly. Then, I placed Venezuelan maize flour in the pouch and poured water all over my body. I
invited the public to join me in kneading the corn flour with the water that dripped in the
pouch. I taught them how to shape arepas, placing them in a budare (grill) previously
heated. After the arepas were cooked, we all ate them (fig. 6).
15

In the process of conceiving the piece, I asked myself what I could contribute to the
conversation on immigrants’ art and their positive impact on the city and its history. I thought
that a good start was to expand Richard Bock’s tableau through performance art—which was my
main practice at the time—to establish a connection to Bock’s practice. Adding performance art
brought to the foreground the différance through time of the ephemeral composition that I was
creating: time in the literal sense of a time-based practice such as performance art, which was
activating the place and re-signifying the work to which I was responding. Time also was
embedded in the way that a centuries-old work, referencing Ancient Greek Classic style, was
concurrently being quoted by a contemporary artwork, thus establishing a time cycle for an
intergenerational conversation.
The other element I wanted to contribute was my perspective and experience as a
Venezuelan. Because of the impact that this issue has on my life, I wanted to address the subject
from a positive perspective. I sought to create a sense of empathy in others, a connection and an
everlasting experience that would affect the way the public perceives Venezuelan immigrants.
In my experience as an artist and as a human being, one of the ways I have connected
more effectively with other cultures is through food. Even though I do not know as much about
other countries as about mine, I might be very familiar with their food – Chinese, Japanese,
Italian, and other. Food has been one of the favorite businesses established by immigrant
entrepreneurs because the food industry is profitable and because it offers unique cultural
experiences that we can share. Therefore, I decided to explore the political and affective potential
of Venezuelan food in this project.
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I decided to use the dish called arepa because of the significance that it has for
Venezuelan culture. It is considered one of the most representative symbols of our national
identity. It is also relatively easy to prepare. I thought that even better than making arepas or
sharing them was to teach people how to make them as well. But I still needed to add something
to the action of making arepas that would disrupt what otherwise would be a very regular
everyday action and bring up the other more symbolic content that I wanted to deliver. I believe
that it is in that disruption that activates the poetic experience. This is how I thought that the
making could require a physical approximation that would literally and figuratively resemble the
qualities of Latin American social interactions. Thus, the physical closeness is a psychological
proximity as well.
This stream of thought led me to configuring the performance into my process in which
the water cascades from my skin, forming part of what the viewers were about to eat; the
audience would make contact with my skin while making arepas and learning a new skill. This
level of involvement turned this action into an act of communion, in which I—or symbolically
the Venezuelan community through me—and the public can connect on the deepest level. This
performance contributed to my current understanding of my practice, in which I offer places or
experiences that provide such opportunity for collective communion.
Relief, 2018, was also the first work in which I used the emergency blanket. As I started
to research about refugees and their challenges, I learned about the use of emergency blankets
and the ethical ambivalence associated with their use11. Emergency blankets have become a
symbol of refugees and the inhumane conditions to which they are exposed. As an artist, I
incorporated the emergency blanket into the performance as a means to frame the conversation
about displacement and diaspora.
17

In my case, the emergency blanket serves as a way of revealing what is hidden under a
façade of what could be considered privilege. I have been very fortunate to have received a fulltuition scholarship at the School of the Art Institute of Chicago, which allowed me to obtain a
visa quite easily to enter the United States. Once here, finding a way to stay beyond the student
visa period can become more complicated for any immigrant, but especially during the years I
arrived. I got to this country shortly before Donald Trump won the election. Trump’s
administrative period was characterized by hostile policies against immigrants who entered the
US both legally and illegally. These limitations decreased immigrants’ chances to get a job,
which reduced the pathways to a green card or citizenship.
Not content with making legal admission and permanence in the country harder, the
Trump administration also implemented other policies that would drain resources from
immigrants, such as making us pay taxes for every dollar made without taking into account a
minimum income for subsistence. Trump’s hostility pushed many immigrants towards a state of
precarity, in which staying in the United States might have been too hard. Along with many
others who are seeking refuge in the United States, I found myself in a new state of vulnerability
and possibly marginalization, faced with a choice between going back to the place where we are
at risk or staying in the United States in a new and uncertain position.
As my time as an immigrant was running out, the sense of emergency was increasing.
The visa was the only thing that could prevent me from a situation such as the one of many other
Venezuelans who are kept in concentration camps at the borders with citizens of other nations,
waiting for legal admission to other countries. Therefore, while someone like me might not have
fallen into such a perilous state, there was always the potential for me to suffer those conditions
as well if nothing prevented that from happening. The situation of many immigrants might often
18

be hidden, sometimes thanks to their own greatest efforts. Because of this complex and traumatic
context, covering myself with the emergency blanket has the paradoxical effect of uncovering
the truth of the reality in which I am living.
Shortly after, I decided to continue with the concepts that I developed in Relief, but in a
way in which my work could become independent from my presence, understood as an act of
performance. This new stage of my work can be seen in Venezuelan Relief, 2019, which I
presented in Defibrillator Performance Art Gallery and 6018 North in Chicago (fig. 7). The
work consisted of a pocket made of emergency blanket stuck to the wall with duct tape. The
public was allowed to touch the corn flour masa inside the pocket, which was left to spoil during
the duration of the exhibition. As the time of the exhibition passed, the work started to generate a
smell that became more and more difficult to tolerate.
At the time, I was greatly influenced by Latin American Conceptualist practices12. I
presented the materials with almost no intervention. Venezuelan Relief was a transition from an
almost exclusive performance-art practice to a more object-based practice. The work itself
performs and is symbolically and physically alive, as the fungus and other life forms decompose
the masa. It is a work that expresses frustration and is violent to a certain point since it implies a
level of discomfort for the public. Its use of space is beyond the solid state of matter of the
Venezuelan corn flour, the emergency blanket and the duct tape. It extends to the places where
the smell reaches. In this way, it is similar to the Venezuelan humanitarian crisis. It is not
confined by the Venezuelan borders but rather expands itself to wherever the refugees seek
sanctuary.
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A very important concept for this work is precarity. The duct tape, for example, was
almost useless in practical terms, as the weight of the masa would very soon unstick the whole
group of elements from the wall. This effect, while it would have made sense to further convey
the sense of decay of the piece, would have been confusing for the spectator and would probably
become a problem for the space. It would not only smell bad, but also the decomposing work
would be spread out on the floor and lose any consistency that would allow it to be identified as
an artwork. I used nails that fixed the duct tape very discreetly to the wall. The real reason to
use duct tape was to emphasize the sense of urgency and fragility in the work.
The work Tentempié (2020) followed a similar approach to Venezuelan Relief, regarding
the construction of the piece with very specific, almost unaltered materials. For this installation,
I placed a gilded arepa on top of a glass cup that sits on the windowsill of my apartment. The sill
is covered by the emergency blanket, which hangs both inside and outside of the apartment,
resembling a liturgical cloth (fig. 8). This piece was included in the Art in Place project,
organized by Terrain and CNL Projects, Chicago, 202013. Art in Place invited the artists to create
works to be shown in our residence window. Also, the prompt encouraged the participants to
create works that conveyed a sense of hope and connectivity. The context of this project was the
recent emergence of the worldwide COVID pandemic and the subsequent isolation policies.
Meditating about the idea of hope, I asked myself what the language of hope in
Venezuelan culture was. I returned to the symbolism of Catholicism, which is the main religion
in our country and in most of Latin America. Therefore, the assembling of the arepa to the cup,
resembling the Catholic representation of the host and the holy chalice, seeks to express the idea
of transition from a state of pain to a state of realization, as implied in Catholicism. For
Catholics, the host is the consecrated wafer, which is considered by Catholics the body of Jesus
20

Christ, while the chalice of wine is regarded as Jesus Christ’s blood. According to Catholic
teaching, when believers eat and drink the host and the wine, they are becoming one with Jesus,
securing eternal life after death. The body and blood of Jesus are the vehicle to transcendence,
which is only attainable with faith. In Tentempié, the arepa becomes the body of the
Venezuelans. Salvation, in this case, would also be a matter of faith.
As I did previously in works such as Relief and Venezuelan Relief, in Tentempié I also
worked with the arepa as a symbol of Venezuelan identity, although the arepa was gilded this
time. This was the first time I used gold in my work. With this material, I wanted to embody the
experience of religiosidad that I found inside Latin American churches, where altarpieces are
frequently covered with gold leaf. Religiosidad in Spanish means “the quality of what is
religious”14. It is similar to the relationship between words such as reality and real, fatality and
fatal, anxiety and anxious, tenacity and tenacious, and others like these. I use this term to refer to
an experience of spirituality associated with religion. I use religiosity instead of spirituality
because spirituality has a more individual connotation than religiosidad. Religiosidad has more
of a community orientation, and thus carries implicitly the idea of belonging. The gilded arepa is
close in significance to the series of actions of the performance Relief, where the eating of the
arepas resulted in a new act of communion. It is the addition of enhancement of the différance
effect into the regular experience that creates the poetic experience.
The gold is not just related to the sacred, but also to wealth and prosperity. This
connotation enters in the framework of precarity that I was carrying on from the previous works
mentioned in this thesis. In Tentempié, the humble and the proud come together through the
emergency blanket and the golden leaf respectively. My intention was to leave open the
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interpretation of the interplay of these values. After this work, the gold leaf became a recurrent
signifier in my work.
At this point, I wanted to strengthen the path of empathy that I was seeking to create with
the Relief performance and Temtempié. I began to look for ways in which my work could
become more inclusive, adapting to a wider array of spaces and audiences. Venezuelan Relief
and other works created that year provided a level of discomfort that was at the time very hard
for audiences to digest and made it difficult for the works to be shown in certain spaces unless
they were alternative institutions such as Defibrillator Gallery or 6018 North. As my work was
addressing a very urgent matter, I believed that I needed to do everything I could to increase the
chances of the works being shared and embraced by larger audiences, not only by those viewers
who knew about performance art or those who were themselves Venezuelan immigrants.

22

Three Persons are One
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As an artist working across various media and techniques, such as performance, socially
engaged practice, installation and moving image, I gradually became also interested in going
back to two-dimensional modes of expression. Their more extended permanence in space and
time, as well as independence from my presence, opened new possibilities for strengthening the
impact of my practice. Thus, I started to experiment with two-dimensional media. I decided to
experiment with the technique of collage because it allowed me to incorporate materials that had
their own discourse, the same way I have been doing with performance art and installation
work. Among the first explorations I did in this way was Exvotos, 2020.
Exvotos is a triptych composed of panels of small dimensions displaying abstract
compositions reminiscent of Catholic banners, such as the ones that represent the host (the
Eucharistic bread), icons, and others. These structures were made with emergency blankets, gold
leaf and Venezuelan arepa, the corn flour (fig. 9). The importance of this work for my overall
artistic process is that it was the first time I used the wrapping of corn flour as a substitute for the
flour itself. Through this series of works, I also discovered the potential of working with glue in
relation to the emergency blanket. When I pasted the mylar sheets to the wood, I distributed the
glue in diagonal lines around the substrate’s surface, just to fix one material to the other. When
the glue dried, I was surprised to see the traces left on the emergency blanket revealing the
patterns in which I poured it. This serendipitous event made me aware of the potential of this
technique, which I used in Sanctuary.
The wrapping of the maize flour is from a very specific brand, Harina P.A.N., which is
linked to the last century of Venezuelan history15. The wrapping of the corn flour takes the place
of the actual corn flour in a metonymic gesture. That said, the sign does not remain untouched in
the process. The wrapping brings in another series of connotations related to the economic and
24

political struggle in my country. It is a device to start debates about the role of corporations and
capitalism in the development of a country, as well as its tensions with the State and the
governments.
I felt driven to the usage of corn flour wrapping and its connotations because I felt that it
connected to relevant conversations with other artists of today. One example is the work of
Iraqi-American artist Michael Rakowitz. Rakowitz adds the wrapping of Iraqi delicacies and
food to his work, activating meanings related to consumption culture and global politics, with a
certain tone of nostalgia. A good example of this is his work May the Arrogant Not Prevail,
2010. The piece is a wooden structure that imitates the ancient Babylonian structure known as
Ishtar Gate on a smaller scale. The sculpture is decorated with mosaics made of Middle Eastern
food packaging, emulating the relief, cracks and ancient coloring of the old Mesopotamian
depiction of animal figures on a blue background (fig 11). I am interested in how Michael
Rakowitz contraposes the iconography of bygone civilizations with modern commercial design
to activate reflections on the complexities of the contemporary world’s political conflicts and the
colonial impulses that foster them.
I continued this experimentation with collages. My next piece was Retablos, 2020,
which means altarpiece, or reredos. This triptych was made by three medium-sized wooden
boards that had emergency blankets cutouts based on a mix of architectural shapes of the
Venezuela-Spanish baroque and Catholic banners. It had centered Harina P.A.N. wrappings,
with baroque ornaments made with golden leaf. The emergency blankets were cut in a way that
allowed the tails to hang in the air and be affected by the movement of air.
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Retablos was an intermediate stage between Exvotos and Sanctuary, both because of the
size and because it was the rehearsal of some formal approaches that I developed further from
the Exvotos triptych. The tails of the emergency blankets were more emphasized, and I started to
explore the display of these works in a darkened room setting, where the works were lighted by
spotlights.
I believe it is my background in performance art that motivated me to seek something
more than an object to look at. I wanted a whole immersive experience, and this was the first
attempt pointing in that direction. Just by altering the regular lighting of the room, I was
including the space in the whole relation of the spectator with the work.
Naturally, Exvotos and Retablos are triptychs. The reference to Catholic imagery
demanded the emphasis on the Trinity and the number three. In Catholic belief, the Holy Trinity
is a concept in which God is envisioned as three persons who, despite being three different
beings, are the same entity. These three persons are the Father, the Son (Jesus Christ) and the
Holy Spirit. Each of these figures has its own personality and attributes. In my triptychs, the
reference to the three persons is displaced by a vaguer presence of three objects that are made of
the same elements, thus sharing the same nature. Because of this, instead of favoring the
distinction between the characters of the persons, it makes emphasis on the unity of the
three. After all, my works are not trying to make Catholic art. My intention is to borrow
structures that shape the experience of the sacred. That said, I could argue that the three
elements—maize flour, emergency blanket, and gold leaf—hanging from a piece of wood
somehow can reinforce the correspondence to the Catholic Trinity. I would prefer to leave this to
the interpretation of the audience.
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Scale and Monumentality
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At many points of my process, I have felt that my practice had very specific needs of its
own to which I needed to listen. After making Exvotos and Relief, I felt that my work was
asking me to connect with other Venezuelan immigrants. As my practice was addressing a
collective experience, it needed to give at least an opportunity to those whose experiences are
being referenced by my work to have an input. It was an ethical need, but also artistic, as the end
of every art is to speak to the public symbolic realities; in this case, the Venezuelans were the
main public for this work.
This is how I planned the sculpture called Monumento a la Diáspora Venezolana,
2021. This work, which exceeds human size, consists of half of a bunk bed attached to a wooden
wall. The side where the bunk is attached to the wall is covered by the emergency blankets. The
other side is covered by Harina P.A.N. wrappings, which leave a negative space that correspond
to the silhouette of the bunk bed attached to the body of the sculpture (fig 12, 13).
Monumento’s inclusion of elements such as the emergency blanket and the wrappings
share a continuity with the rest of the works in the same line. The bunk bed, however, responds
to another process, which has a story of its own. For this thesis, I will focus on the components
of this piece that overlap with those of Sanctuary. As I have already described the emergency
blanket and the wrappings, I will focus on the community engagement element of Monumento, a
process that will lead to the development of the object of study of this text.
For the Monumento project, I invited the Venezuelan community in Missouri to
participate by donating empty Venezuelan corn flour wrappings. I contacted the Association of
Venezuelans in Missouri (AVMO), a non-profit organization that seeks to address the social and
cultural needs of the Venezuelan immigrants in the state of Missouri. They helped me to reach
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the Venezuelan community in the state to share my call for Harina P.A.N. wrapping donations.
As interest in the work grew within the community, I started to collect the wrappings either
individually, or collectively in boxes placed in AVMO’s events. After this work, my
relationship with the Venezuelan community continued. To the date, as I am writing this text,
they are still collecting the wrappings and sharing them with me.
The participation and enthusiasm of the Venezuelan community was more than
meaningful for me. The act of interchanging the wrappings was more important than the
wrappings or the sculpture itself. The connection established with the community, and the fact
that they can see the sculpture (in which they participated) and respond to it in my own language
and accent, is the most valuable part of this project. In a way, it is still a performance art piece.
Formally, Monumento was a milestone in my practice, as it was the largest piece I have
done so far. I posed the challenge of going for a larger scale to myself. When I began creating
two-dimensional work, I was trying to incorporate other approaches besides performance art to
my practice as a means to reach wider audiences and spaces. The goal was to spread my
message more widely. With this sculpture, the objective was the same. The scale factor joined
the other elements in previous works, acting as a signifier.
In my artistic process, I investigate other artists’ works, trying to understand what makes
their work powerful. There came a time when I became really impressed by Gabriel Orozco's
approach to space. I remember seeing Gabriel Orozco’s interactive sculpture Ping Pond
Table,1998 and wondering if I would be able to create something similar. The work is a wooden
structure, similar to a cross-shaped table, with rounded ends and a green top, resembling the
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design of Ping-Pong tables. In the center of the object is a small water tank, which Orozco calls
a pond, with a lotus flower (fig. 14).
When I saw that piece live, it had an impact on me that I will always remember: the size
of the sculpture and its relationship with the body gave me the impression that the work was
alive. It was claiming space, but not in a way that felt imposing. It was stating its own
importance and that of the content it carried. The table is functional and can be used by the
public to play games with rules created by them or without any rules at all. For Orozco, “games
(…) are expressions of how we believe the universe works in different cultures”16. Because of
this, the game, the activity and the human relations with the sculpture are part of the sculpture as
well.
I believe that Monumento has similar properties to Orozco’s Ping Pond Table. The scale
is important in Monumento because it created a sense of monumentality. This monumentality,
however, is not limited to the physical part of the work. The largest dimension of the work is not
its height, length or width, but the relationship between Venezuelans that became activated and
the sense of community that the sculpture showcased.
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The-Construction of Sanctuary
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It was a long road that led me to conceive Sanctuary. After Monumento a la Diáspora
Venezolana, I had other artistic needs to explore. I needed to take what I had learned from the
previous piece to a new level of fulfillment. I thought that the techniques and the materials had a
lot more potential and wanted to keep exploring it. In the same manner, pieces such as Retablos
and Exvotos started to bring the language of Catholic aesthetics to my work. I felt that this visual
concept could use more emphasis for a more dramatic effect. Also, I wanted to keep expanding
my relationship with the community. In Monumento, the participants remained in anonymity. I
felt that because of the lack of an image of the Venezuelan refugees, it was challenging for other
people to connect with the human side of the issue. The works addressed the political, cultural
and social dimension of the Venezuelan forced diaspora in a codified manner, referring indirectly
to the social problem with elements that evoked it. However, there was not enough of a bridge
between the public and the community to sensitize the audience to the hardships that the people
lived through. Sanctuary was the project I developed to solve this artistic puzzle.
Since Retablos, I wanted to elaborate on the idea of altars. In churches, the decorations
behind the altars known as reredoses, are large-sized ornamented furniture pieces of intricate
craft with images of saints, either painted or sculpted. Although they can be made of a variety of
materials, most of the time, these reredoses are made of gilded wood. I decided that my next
goal was to attempt to create a work that matched the majesty of the decorations in these
churches. I thought that the rederos’ experience of religiosidad is not rooted only in the objects
themselves, but also in the setting, in which these objects would be installed. For this reason, I
wanted to create a space in which my sculptures could live in a surrounding experience.
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I started to research what other artists had done in a similar way. That interest in the
experience of the sacred led me to look at the series Black Mirrors, 2014-2019, by artist Matt
Collishaw. These assemblages present a similar format: An LCD screen, covered with a
surveillance mirror and framed with black wooden and baroque glass ornaments in the
resembling leaves. In the screen, the image of Baroque paintings subtly animated appear and
disappear behind the Murano glass (fig. 15).
The dramatic setting of these works in a dark environment with spotlights, combined with
the religious imagery of the Counter-Reformation (a young David holding Goliath’s head, in the
case of the piece Hydrus, 2014), stimulates a feeling of ecstasy in the viewer. Nevertheless,
Collishaw’s work was the opposite of what I was going for with Sanctuary. Black Mirrors’
blackened frame, the ultra-technological medium, and the surveillance glass performed the
language of power, inspiring fear and authority. Collishaw established symbolic conversations
between the general image of the works and the discourses of the media and the materials that
convey power dynamics based on religiosity and sumptuosness For Collishaw, the mirror was
“the reflection of the real world but not part of it, a space we can’t access”.17 The Black Mirror
series questions the role of art in these power dynamics. In the case of my project, I wanted to
speak about the people on the other side of the power relations. Collishaw’s materials are the
finest. The ones I use are, in general, very humble. Collishaw’s work has a certain sinister tone.
For Sanctuary, I wanted an uplifting emotion that emerged from precarity.
As this project involved the three wall pieces in a room, with a participatory element to it
which included video, Sanctuary became the most ambitious project I had ever made. It was
formally and conceptually complex. It was, essentially, Baroque.
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Baroque
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As I mentioned before, a very important aesthetic concept that I used to develop
Sanctuary was the Baroque style18. By using ornaments created in Baroque style, I hope to share
with my viewers a reflection on the complexities of the postcolonial age and reveal the
ambivalence of our identity as descendants of both the colonizers and the colonized. In my case,
I am a descendant of a black woman, and a white-passing man, whose father was
indigenous. My genetic component reflects not just the racial but also the cultural and political
reality of my country. My objective as an artist is to secularize and unveil the religious
mechanisms of inspiration and conviction associated with the transcendental metamorphosis
from one state of existence to another. This way, I hope to move attention away from
metaphysics and towards dimensions of reality, while keeping the aesthetic and sensual
attributes of religious iconography. At the same time, by using the language of the colonizer—
always as descendant of both the colonizers and the colonized—I seek to symbolically make
peace with our violent history.
While Baroque style manifested in art and architecture as an expression of colonial
processes, it also might be recognized as the aesthetic language of faith for many
Venezuelans. It is possible that if someone asked a random Venezuelan in the streets of Caracas
“What is Baroque?”, the person might not know what to say. However, Venezuelans might be
familiar with the look of the churches in their neighborhoods: large buildings with three naves,
with broken pediments, balusters, columns, and many organic lines, among other
ornaments. Similarly, they could recall the reredos inside as well: those large, golden furniture
pieces with flower and shell motifs, as well as pillars and statues and paintings of Saints. These
buildings and objects became a cultural and architectural landmark for us. Regardless of the
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personal beliefs on the subject, the church and its altars are the most common signifier or
representation of faith in our cultural landscape.
Baroque buildings inherited from Spanish culture serve their function as worship centers
of the Catholic community. However, because of the historical (and violent) process of
colonialism, the Baroque churches also host religious expressions from African origins. An
example of this is the Fiesta de San Juan (Saint John’s celebration), which takes place in many
areas of the country in June (fig. 16). The most famous celebration is in Chuao, a predominantly
black town in the Venezuelan central region of the coasts of Aragua19. This celebration has its
origins in the times of the Colony. White landowners would let the enslaved blacks rest once a
year. The enslaved people decided to take their rest during the summer solstice, because it was
the time of the harvest. Because of that, the Catholic Church imposed the San Juan feast, whose
celebration was near the solstice too. As a result, the enslaved people started to do their own
celebrations with their own customs, while using the catholic imagery. Thus, the Fiesta de San
Juan is a Catholic celebration redefined by Afro-Venezuelan culture. In this tradition, the local
church plays a more important role in the celebration than the institutional Church. Today, these
celebrations attract not only the local devotees, but also people from all around the
country. Because of the part they play for the communities, these churches developed a sense of
belonging in us, the Venezuelans, even beyond our specific religions. They are landmarks that
we associate with our places of origin: our country, our state, our town, our neighborhood.
During my travels around some countries in Latin America, I found churches that shared
similar styles to those in Venezuela. Taking aside some specific differences that responded to
the churches’ particular contexts and history, I connected emotionally to them in a similar way
that I do to those in my own country. This connection nurtured a notion of continuity within the
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Latin American region for me. This experience contrasted with what I found here in the United
States, which was a greater abundance of Romanesque and Gothic buildings. The significantly
reduced presence of Baroque churches in the places I have lived in the United States became a
part of the alienation I experienced as a foreign person, inserted in a different culture. Hence, my
desire to evoke them in my work, looking for a symbolic compensation for the lack caused by
my uprooting.
The yearning for Baroque architecture does not come without complications. After all,
the Baroque churches are part of the legacy of the colonization, which implies terrible crimes
committed first during the conquest and later during Spanish rule over the now Latin American
territories. In this process, religion was another instrument of assimilation in the best cases. In
the worst, it would have been the argument for extermination. As an atheist myself, I have often
questioned with my work the role that religion has in shaping our current times’ attitudes, values
and ethics. The consequence of this influence can be felt in the power dynamics of my society,
and thus, in our politics. One small example of the influence of religion in politics is the
denomination of the smallest division of public administration in Venezuela, which is parroquia
(parish). As has happened in many other countries, not only Latin America, but also Europe and
the United Kingdom, this name is inherited from the religious administrative structures.
Yet, at the same time, many Venezuelans—most of them, in my own experience—not
only do not perceive Baroque churches as a symbol of colonialism but see them as a sign of
identity. When we see the churches, we might think instead of our neighborhoods, our childhood,
our history, our community, among other similar thoughts. How to understand this dilemma? On
one hand, they are the expression of an external oppressor, the colonialist; on the other, they
embody our local identity. Can these two visions coexist? Are the colonialist and the local
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identity the same? Are these Catholic aesthetics—as language of faith—the manifestation of an
internal oppressor? If this was the case, would it be possible that community-based celebrations
so dear to the population, such as San Juan, in remote autonomous towns such as Chuao, lead
and populated by mostly Afro-Descendants, could be seen as oppressors or the Fiesta de San
Juan as a result of oppression?
These questions might be confusing because they are based on a dialectic perspective:
colonialist vs colonized, oppressor vs. oppressed. Venezuelan reality is more complex, and these
questions’ structures pre-determine the answers we can get. They are inherently
disorienting. Anthropologist Shannon Dugan Iverson offers an alternative perspective that can
be more useful to understand the historic process that shaped our identities in the way I have
experienced them in my home country. Iverson calls it the resignification as fourth narrative.
The author describes the three main narratives of the colonial religious change in Mesoamerica:
(1) the “spiritual warfare narrative”: a top-down imposition of Christianity;
(2) the “core-veneer narrative”: a largely failed colonial project in which
indigenous subjects retained many of their essential religious traits; or
(3) the syncretism narrative: a passive, relatively equal blending of two originally
coherent belief systems20.

Dugan claims that, based on the empirical evidence found in two early Franciscan sites in Tula,
Hidalgo in central Mexico, these models are not accurate. The reason for this is that 1)
Indigenous peoples did not assimilate an un-transformed Christianity, 2) they did not, however,
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just keep their previous religion under a disguise. They did assume the religion of the colonizers
and became believers. And 3) It was not just a blending of two religions, where the equivalents
of each culture fused in a new mixed form. Instead, she proposes a fourth narrative, supported
by research, in which despite the unequal and oppressive condition of the colonized community,
their beliefs also transformed the form the Church took in the New World21. Basing her
proposition on Judith Butler’s theory of performative resignification, Iverson explains that the
Church in post-colonial societies—or the Church in Chuao—is not, and cannot be, the same as
the church that arrived in the Americas22. Because of this, the Baroque, as I display it in my
work, transcends the specific historical reference to colonialism and is resignified as a mark of
belonging and community. It is my hope that Sanctuary unveils the multidimensionality of these
realities.
The binary perspective of the legacy of our history creates an identity distortion that
prevents us, as Venezuelans, from understanding ourselves and our nation in a way that would be
helpful to define where we want to go as a society. Theories such as the one proposed by
Shannon Dungan Iverson give us insight about the formation of our national identities in a more
accurate way, acknowledging the active role of the subaltern in shaping the new culture that was
being born.
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Communion II
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In Spanish, the word communion means many things:
1. Participation in what is common
2. Familiar treatment, communication of some people with others
3. In Christianity, the act of the devoted receiving the Eucharist
4. In Christianity, the Sacrament of the Eucharist
5. The Congregation of people who profess the same religious faith
6. Group or political party.23
Furthermore, communion comes from the Latin words communio, which means
wholeness, together, completely; the word munus, which means public service, and the suffix
ion, related to action. Cicero would frequently use the word communionis to mean community.
From all these variations of the term, we get a sense of the multiplicity of the
communion. It is a ritual; it is participation; it is communication; and it is integration. It is what
the community consumes (the flesh and the blood), but it is the community that consumes it as
well. The community is the ekklesia: the Church in its sense of congregation. That said, we
cannot separate the word Church from the place where the Church meets: the church. Hence, the
communion is also the building where people come together.
When we lose the building where the community meets, how do we find our Church? Is
the Church a temple? Is it our neighborhood? Or is it our country? Is it a museum? Or is it our
people? Who are our people? Is our Church our connationals? Or is it the art world? Is it the
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Venezuelan art world or the Latin American art world? Or is it the American? Do I have a place
in the American art world? Does my Church have a place in the American art world?
With Sanctuary, I was going for a sense of community. Yet, at the same time, I wanted
to convey a sense of individuality in the individuals who were going to be portrayed. I needed to
develop a series of tactics that would create communion in the videos:
1.

The films had to share a visual concept: image warmth, lighting, composition,

palette. It is what in audio visual language is called the art direction.
2.

The participant subjects needed to be doing the same actions, in the same or

similar conditions.
3.

They had to have a certain level of synchronicity and pace.

4.

The installation needed to implicate the viewer.

I used the Baroque paintings as a reference for the art direction of the videos. Dutch painter
Johannes Vermeer’s The Milkmaid, c. 1657–1658, and Diego Velázquez The Waterseller of
Seville, 1618-1622, were the starting point to define the visual quality of the videos. These two
genre paintings presented their subjects in a solemn attitude, which mystically elevated them and
their everyday activity (fig. 17, 18). The painters constructed the aura of the scenes and their
protagonists through the conjunction of a series of formal gestures that created the experience. A
diagonal light illuminates the mundane activity frozen in time, with earth tones that speak of
humbleness, in an unbalanced composition. The bread and the chalice suggest an allegorical
subtext in the scenes, linking the images with the eucharist, the act of communion.
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The arepa acts as communion as well. Making the arepa and eating it makes you part of
the community, hence, the acts are communion as well. If making the arepa and the one who
eats it are communion, they are the arepa as well. They are three, yet at the same, they are
one. The arepa acts as a subject, and at the same time the arepa acts make the subject (of the
video). To present these acts, the-construction of the image was made following the example
given by the Baroque paintings’ lighting, composition, and color palette, and even the vertical
disposition of the screen. However, part of the reason for the solemnity of Velazquez’s and
Vermeer’s paintings is their stillness, which immortalized their subjects and their
(act)ions. Their deeds became eternal, and now they live their afterlife. They are still doing
them. The way I could find this stillness in the language of video was by slowing them down
and playing them in a loop. The videos were filmed in 120 frames per second, and then played in
24 frames per second, to make them appear to be in slow motion. This slow motion creates a
mesmerizing effect in the viewers, who – as I noticed over and over in the exhibition at Kemper
– seem to mirror the pace of what is being seen.
After deciding what the videos needed to show, I reached out to the local Venezuelan
community in search of participants. With the support of the Association of Venezuelans in
Missouri, I made an open call to invite volunteers to participate. The participants’ role was to
allow me enter the intimacy of their homes and let me film them making arepas. By doing that,
they would become hosts.
The hosts during this process were Eidy Cavalieri-Arriojas, Francys Julio, María
Alejandra Pacheco, Alfredo López, and Angel Simón Blanco. All have received political asylum
or have requested it. Some of them, like María Alejandra and Alfredo, are entrepreneurs, who
started their own businesses, aMaizing-Cakes Latin Food and Latin Sushi, respectively. In the
43

process, we worked together on making the image become what we needed it to be. Some
important factors about the participants should be noted. First, they were not supposed to play
the role of actors and few of them had experience in front of cameras, which informed their
approach to their performance. Second, we were in the privacy of their homes, not on a set, so
the work had to be done in a way that adapted to their space, their scheduling, their pace, and to
those of their families or housemates. Third, although the project needed a sense of community,
this sense needed to be conveyed while maintaining the individuality of the participants and their
quality as sensible beings. Fourth, the films were being done with the idea of being part of a
final artwork, so they needed to respond to a vision. These factors and the understanding of our
mutual needs led us to the result. I dare to say that the most important part of the work is what
cannot be described here, or if it could, it might seem rather anecdotal. It is the relationship
established with the participants and the process of making the video.
The display of the videos needed to have a collective rhythm, like what happens in
collective rituals such as the Mass. It had to be more than three videos playing at the same
time. To achieve this, I employed multichannel video technology, which allowed me to
synchronize them. Being able to do that, I could edit the films in the same length, and make
edits in a way that the different screens responded to each other.
The audio was a fundamental aspect of the work. It was an important factor in creating
the pace and reinforcing the experience that I was seeking to create. I requested the assistance of
Venezuelan musician and sound artist Andrea Ludovic, who provided the technical proficiency
to record the track for the soundtrack. What the spectators hear when they come into the
installation is a synthesized drone of a series of major chords, which were interpolated with
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samples of Afro-Venezuelan drums, associated with religious festivities. The channels of the
audios were also distributed between the TV screens, creating a stereophonic ambience.
These audiovisual strategies are both conceptual and formal solutions. I was interested in
creating a work that was not made only for contemplation. I wanted Sanctuary to make the
public feel as though they were part of it. I hoped the audience would be able to be immersed in
the space and feel the sound and the videos subtly but constantly moving around them.
By the end of the process, Sanctuary was finished. At the Mildred Lane Kemper Art
Museum, the installation stood as a sort of small chapel, where everyone could enter and allow
themselves to be immersed in the work, as well as in the social issues toward which the
installation was pointing. The video-sculptures work as a chorus of images that perform over
and over again the act that makes us Venezuelan (fig. 19, 20). The process, repeated slowly, is
easy to imitate. If making the arepa is a sign of Venezuelan identity, we invite the viewer to
share our identity as well, for at least the time they spend inside the room. In the best of cases,
the viewers will feel that they can do arepas as well in their homes. My hope is that at least one
of our spectators will one day become Venezuelan in their kitchens. This is our communion that
we are giving to you.
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Conclusion
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On April 9 , 2022, our MFA show opened to the public. There were many mixed
th

feelings: on one hand, I felt a certain level of accomplishment after making a work such as
Sanctuary, which demanded so many aspects to be covered and which also exposed many
sensitive sides of myself as an individual and of my community. On the other hand, many
Venezuelans are still marginalized in the United States, the Americas, the world, and of course,
our own country, which was the reason we migrated in the first place. Thus, I felt that the job is
still to be done.
From the moment in which Relief was conceived until now, many things have happened,
including the designation of Venezuelans’ eligibility for Temporary Protected Status in the
US. This eligibility is only for Venezuelans who, like me, were in the US on March 9 , 2021.
th

When this policy was issued, other measures came too, which limited the access of more
Venezuelans to this country. These policies push Venezuelan asylum seekers toward more
vulnerable conditions and, on top of that, criminalize them. It is my hope that works like
Sanctuary help to foster a more friendly culture towards immigrants and refugees, and that such
an attitude translates into more humane policies.
I want to keep growing as an artist. Cinematic quality of video is an open door to explore
and research, while the potential of the concept of Baroque has room to be developed
further. The words of support and encouragement from the Venezuelan community in Missouri
are probably the best reward that I have received during the process of making Sanctuary. This
process has helped me to find a place in this world. After all, I am the only Venezuelan artist in
the program. Only I could do this work, and I did it this way because it is the only way I could
do it. Therefore, I hope that my work comes out as genuine and valuable for those who
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experience it now and in the coming years. Next time you eat an arepa, please remember the
Venezuelan refugees.
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Figure 1. Sanctuary, 2022. 3-channel video installation, wood, emergency blankets, Venezuelan corn flour wrappings, golden
leaf, acrylic, marker. Photo by Richard Sprengeler.
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Figure 2. Sanctuary, 2022. 3-channel video installation, wood, emergency blankets, Venezuelan corn flour wrappings, golden
leaf, acrylic, marker (detail). Photo by Richard Sprengeler.
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Figure 3.Arepas. Still of the video in the Petare sculpture of Sanctuary
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Figure 4. San Francisco church. Caracas, Venezuela.Photo: Annonymus.
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Figure 5. The silvery blankets have become a symbol of the US-Mexico border crisis. Photo: Getty Images
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Figure 6. Relief, 2018. Performance. Chicago, United States, IL. Photo by Tricia van Eck.
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Figure 7. Venezuelan Relief, 2019. Emergency blankets, Venezuelan corn masa, duct tape.
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Figure 8. Tentempié, 2020. Emergency blanket, arepa, golden leaf, gold.
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Figure 9. Exvotos, 2020. Emergency blanket, Venezuelan corn flour wrapping, and golden leaf on wood, Triptych. Left Panel:
13.5x8. Central panel: 12x9 in. Right panel: 10.5x8.
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Figure 10. Retablos, 2022. Emergency blankets, Venezuelan corn flour wrappings, and golden leaf on wood. Triptych. Left panel:
30x16 in. Central panel: 57x16 in. Right panel: 30x16 in.
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Figure 11. Michael Rakowitz, May the Arrogant not Prevail, 2010. Wood, Iraqi Pepsi cans and Lipton tea boxes.
Variable dimensions. Image: Rhona Hoffman Gallery.
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Figure 12. Monumento a la Diáspora Venezolana, 2021. Bunkbed, mattress, emergency blanket, Venezuelan corn flour
wrappings donated by Venezuelan immigrants, and wood. Variable dimensions.
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Figure 13. Monumento a la Diáspora Venezolana, 2021. Bunkbed, mattress, emergency blanket, Venezuelan corn flour
wrappings donated by Venezuelan immigrants, and wood. Variable dimensions.
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Figure 14. Gabriel Orozco, Ping Pond Table, 1998. Modified ping pong tables, water lilies, water, mixed media. 30 x 167 3/4 x
167 3/4 in. Edition of 3 plus 1 artist's proof. Marian Goodman Gallery.
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Figure 15. Matt Collishaw, Black Mirrors, 2014-2019. LCD screen, surveillance mirror. wood, glass. Gary Tatinsian Gallery
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Figure 16. San Juan Celebration in Chuao, Venezuela. Image: Hive Blog

69

Figure 17. Johannes Vermeer. The Milkmaid, c.1658-1660. Oil on canvas. 1 ft 6 in x 1 ft 4 in. Public domain.
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Figure 18. Diego Velázquez. The Waterseller of Seville, 1618. Oil on canvas. 41 in × 31 in. Public Domain.
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Figure 19. Sanctuary, 2022. 3-channel video installation, wood, emergency blankets, Venezuelan corn flour wrappings, golden
leaf, acrylic, marker. Alternative view. Photo by Richard Sprengeler.
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Figure 20. Sanctuary, 2022. 3-channel video installation, wood, emergency blankets, Venezuelan corn flour
wrappings, golden leaf, acrylic, marker. Alternative view. Photo by Richard Sprengeler.
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